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“...an image is a message. It has a sender and
it searches for an addressee. This search is a
question of its portability. Images are
surfaces. How does one transport surfaces?
It all depends on the physical bodies on whose
surfaces the images are affixed.”
—Vilém Flusser

Manipulated Still from Africa (Discovery Channel, 2013)

Chauvet-Pont-d'Arc Cave (Ardèche, 30,000 BP)

The Charge of the Lancers (Umberto Boccioni, Milan, 1915)

Still from Africa (Discovery Channel, 2013)

Flusser, Vilém. “Images in the New Media.” In Writings, edited by Andreas Ströhl,
translated by Erik Eisel, 70–74. Minneapolis: University of Minnesota Press, 2002.

“It might be stated as a general formula that the
technology of reproduction detaches the reproduced
object from the sphere of tradition. By replicating the
work many times over, it substitutes a mass
existence for a unique existence. And in
permitting the reproduction to reach the recipient in
his or her own situation, it actualizes that which is
reproduced.”
—Walter Benjamin

Benjamin, Walter. “The Work of Art in the Age of Mechanical Reproduction.”
In The Work of Art in the Age of Its Technological Reproducibility and Other Writings on Media,
edited by Michael W. Jennings, Brigid Doherty, and Thomas Y. Levin, 19–55.
Cambridge. MA: Harvard University Press, 2008.

Parallel of Life and Art (Independent Group , London, 1953)

Still from The Circus (Charlie Chaplin, 1928)

Still from Madonnaʼs Vogue (David Fincher, 1990)

The Brasserie (Diller Scofidio + Renfro, New York, 2000)

Madonna of the Rocks (Leonardo da Vinci, Louvre, Paris, 1483–1486)

Madonna of the Rocks (Leonardo da Vinci, National Gallery, London, 1495–1508)

Painting of Sir John Soane House by Joseph Gandy (John Soane, London, 1808–1809, 1812)

A Computer Perspective (Charles and Ray Eames, New York, 1971–1975)

“The idea of a single image commanding our attention
to concentrate… The state of distraction in the metropolis,
century, seems to have been replaced by a new form of
than wandering cinematically through the city, we now look in
we can possibly synthesize or reduce to a single impression.”

T_Visionarium (Brown, Del Favero, McGinity & Shaw, 2008)

has faded away. It seems as if we need to be distracted in order
described so eloquently by Walter Benjmin early in the twentieth
distraction, which is to say a new form of attention. Rather
one direction and see many juxtaposed moving images, more than
—Beatriz Colomina
Sainte-Chapelle (Paris, 1248)
Barcelona Pavilion (Ludwig Mies van der Rohe, Barcelona, 1929)
Colomina, Beatriz. “Enclosed by Images: The Eameses’ Multimedia Architecture.”
Grey Room, no. 2 (Winter 2001): 5–29.

Still from The Lady from Shanghai (Orson Welles, 1947)

Glass Video Gallery (Bernard Tschumi, Groningen, 1990)

Lash, Scott, and Arjen Mulder. “Intensity generators.”
In Content, edited by AMOMA and Rem Koolhaas, 300–301. Cologne: Taschen, 2004.

“Sometimes the intensities seem to be in the virtual, in the
open, self-organizing systems or rhizomes that are creating
intensities; sometimes intensities seem to be in the
actualizations, in the ways that they actualize into the
creation of differences. The intensity might be in the
interface of the virtual and the actual. But it only can
work with actualisations. A pure virtual gives you nothing.”
—Scott Lash

York, 1942)
Art of This Century Gallery (Frederick Kiesler, New

2011 SS Prada Menʼs Show (OMA, Milan, 2011)

“The traditional art object, be it a painting, a
sculpture, or a piece of architecture, is no longer
seen as an isolated entity but must be considered
within the context of this expanding environment.
The environment becomes equally as
important as the object, if not more so
because the object breathes into the surroundings
and also inhales the realities of the environment
no matter in what space, close or wide apart, open
air or indoors.”
—Frederick Kiesler

Tilted Arc (Richard Serra, New York, 1981)

Kiesler, Frederick. “Second Manifesto of Correalism.”
Art International 9 (March 1965): 16–19

American Folk Art Museum (Tod Williams Billie Tsien Architects, New York, Demolished 2014)

“Art links social elites, sophisticated philosophy, a spectrum of
practical skills in representation, a mass public, a discourse of
attributing meaning to images, financial speculation, and
assertions of national and ethnic identity... This is to say that the
specific format that art assumes lends it a unique form of power.
The point is not to deny this power through postures of political
negation or to brush it under the carpet in fear of ‘selling out.’

Joselit, David. After Art. Princeton: Princeton University Press, 2013.

The Physical Impossibility of Death in the Mind of Someone Living (Damien Hirst, 1991)

2008 Summer Olympics Closing Ceremony (Beijing, 2008)

...The point is to use this power.”
—David Joselit

“When the architectural surface thus gets confounded, it produces
shifting, and therefore intensified in its impact. The kissing
Pour Your Body Out (7354 Cubic Meters) at the MoMA (Pipilotti Rist, New York, 2008)

The Exploding Plastic Inevitable (Andy Warhol, 1966)

House (Rachel Whiteread, London, 1993-1994)

Seizure (Roger Hiorns, London, 2009-2010)

legible and demanding of focused attention, nor simply edible and
experience through force rather than representation.”

for the viewer an unnamable experience that is multiple, ever
architectural surface is neither kitsch nor avant-garde, neither
Back Injury Submersion on the Everson Museum (Heidi Kumao, Syracuse,, 2012)

Blur (Diller Scofidio + Renfro, Swiss Expo, Lake Neuchâtel, 2002)

erotic. It is instead affective and eidetic because it shapes
—Sylvia Lavin
Lavin, Sylvia. Kissing Architecture. Princeton: Princeton University Press, 2011.

“…. the ‘image’ has itself become a process and, as such, has
become irreducibly bound up with the activity of the body…
the image can no longer be restricted to the level of
surface appearance, but must be extended to
encompass the entire process by which information is
made perceivable through embodied experience.”
—Mark Hansen

Lovers Leap (Miroslaw Rogala, 1995)

The Brasserie (Diller Scofidio + Renfro, New York, 2000)

Larry Priebe playing on a Wii in Crest Hill, Il (”More Wii Warriors Are Playing Hurt,” Andrew Das New York Times, 20 April 2009)

A Free and Anonymous Monument (Jane & Louise Wilson, Gateshead, 2003)

Se Mi Sei Vicino (Sonia Cillari, Amsterdam, 2006-2007)
Hansen, Mark B. N. New Philosophy for New Media.
Cambridge, MA: The MIT Press, 2004.

STATEMENT

The Image Machine

Here I am in the presence of images, in
the vaguest sense of the word, images
perceived when my senses are open to
them, unperceived when they are closed
—Henri Bergson1
Today, we are surrounded by images. People
see, touch, think, imagine, and even feel
them. They are not only everywhere;
they are everything. However, their ubiquity
has resulted in an anxiety about them —
the “real” in opposition to the “imaginary,”
“actual” versus “virtual,” and, for architects,
“building” contra “image.” The Image
Machine blurs and dissolves these needless
boundaries by creating a haptic image
environment—an architecture for an
active form of image reception that engages
the whole body.
The Image Machine is not a
contemporary reaction, but has existed for
centuries—architecture has always been
an image machine. From the Lascaux cave
paintings and the Sainte-Chapelle in Paris to
the multimedia installations of the Eamses
DQGWKHHDUO\SURMHFWVRI'LOOHU6FRÀGLR
images and architecture have cohabited
persistently and productively for centuries.
However, since the digital age, the
ontological status of images has changed;
UDWKHUWKDQEHLQJDQFKRUHGWRDVSHFLÀF
material support, images exist as
manipulable data — new media may look
like media, but it is only the surface. While
some have viewed the digital turn as the
transcendence of information beyond the
human subject, an era of “post-human,”
other, such as Mark Hansen, have staked a

1

claim for the human agency of new
media consumption where “the
‘image’ has itself become a process...
irreducibly bound with the activity of
the body.”3
The program of this Image
Machine is a digital archive on
display for not only MoMA’s 200,000
works of art that are, for the most
part, locked away, but also, any
visual document related to the
0R0$LQFOXGLQJÀOPVWLOOVOLYH
performances, surveillance footage,
and amateur photographs. These
some 7.4 million images, one for
every person on the planet, call into
question the current boundaries
associated with the word image and
how institutions can exploit image
power. In 1997, Rem Koolhaas called
the MoMA “the aura machine.”4 In
contrast, this project is a machine
of the “after-aura,” an environment
that subverts art and/or architectural
autonomy in exchange for a haptic
image experience of the body
through the more distributive and
manipulable capacity of new media.
1 Henri Bergson, Matter and Memory, translated by Nancy
Margaret Paul and W. Scott Palmer (London: George Allen &
Unwin Ltd., 1950), 1.
2 Mark Hansen, New Philosophy for New Media (Cambridge,
MA: MIT Press, 2004), 10.
3 Sheila Levrant de Bretteville, James Cuno, Rem Koolhaas,
Bill Viola, and Deborah Wye, “Conversation IV,” in Imagining the
Future of The Museum of Modern Art, edited by John Elderfield
(New York: The Museum of Modern Art, 1998), 63.

Advisor: Mark Linder
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STUDIES

Diller Scofidio + Renfro
Slow House (Unbuilt)
North Haven, NY
1991

Movement:
The building is conceived as
a sequence from door to window,
suspended by a continuous
experience of enframing,
culminating in a an image
of multiplicity.

Manipulation:
The electronic view is
operable; The camera can
pan or zoom, or recorded,
the view may be deferred.

Recording of the View

Frame:
The physical, built form
creates a spatial and visual
frame; “A physical entry to
an optical departure.”

IMAGE REMIX:
Diller Scofidio + Renfro’s
Slow House in SPACE
(N. Hemisphere)

Movement:
The building still frames
the view, but movement
through the space is haptic
and requires the frame as
a physical support for a
body in zero gravity.

Manipulation:
The electronic view offers
contextual cues for locating
the the building and view
in space with a star chart.

Star Chart

Frame:
The building floats through
space; the frame is not set
on one view, but endlessly
moving and enframing stars.

King Louis IX
Sainte-Chapelle
Paris, France
Consecrated 26 April 1248

Display:
The glass is not the primary item
of display. The stained-glass windows
create a framework for diplay
of Catholic relics.

Content:
The religious iconography not only
enforces the program of reliquary, but
also the royal program of Louis IX
affecting the occupant spiritually,
civically, and affectively.

Gerhard Richter
Cathedral Window
Cologne, France
2007

IMAGE REMIX:
Gerhard Richter’s Cathedral Window
@ Sainte-Chapelle in Paris, France

Image Remix:
The transportability of images
alters the content of the site,
effectively destroying the
meaning of Sainte-Chappelle.

Sonia Cillari
Se Mi Sei Vicino
Amsterdam, Netherlands
2006-2007

Display:
The installation is a display
of the female body; the imagery
represents a virtual algorithm
of the female orgasm.

MOVEMENT

DISTANCE

FRAME

SOUND

FLUCTUATION

Manipulation:
The displayed image is never
static; it is constantly in
flux and impossible to reduce
to a single framed moment.

Movement:
The installation is a haptic
space. The movement of the
viewers/users determines the
imagery displayed.

Sound:
The display shows an algorithm based
on the female orgasm. Sounds of a
female orgasm reinforce the meaning
and enhance the experience

IMAGE REMIX
Madonna’s “Vogue” Music Video
@ Sonia Cillari’s Se Mi Sei Vicino

Image Remix:
The substitution of Madonna’s
“Vogue” subverts the theme of the
female body through the display of
a controversial music video.

FLUCTUATION
SOUND
FRAME
DISTANCE
MOVEMENT
Movement:
The installation is a haptic
space. But, the recognizable
song will feedback into the
movement of the body.

Sound:
The display now is in sync with
Madonna’s song, but its non-linear
structure will create a defamiliarized
tension between the visual and auditory.

Bernard Tschumi
Glass Video Gallery
Groningen, Netherlands
1990
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Light:
The screens emit not only content, but
more importantly, light. It emits outward,
making its internal program public.

VIDEO
DISPLAY

DISEMBODIED
SURFACE

REFLECTED
SURFACES

PUBLIC
VIEWING
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Spectacle:
The six displays, twenty four screens,
can be managed with regards to content.
But an environment where the virtual becomes
indistinguishable from the physical creates
an image overload, a spectacle.

Gerhard Richter
4 Glasscheiben (4 Panes of Glass)
Glass and iron
1967
Study for '4 Glass Panes' (Gerhard Richter, 1969)

Reflection:
The reflected subject
is at tension with the
framed view.

Manipulation:
The image can be
manipulated - not via
the digital, but by
the human hand.
Frame:
The iron structure
creates a framework
for reflection; a
visual entry into a
non-digital virtual
world.

Glass:
The translucency / transparency
of the glass creates an image of
tension between the reflection
and the framed view.

REVOLUTION 1

WOBBLE

REVOLUTION 2

STILL

Diller Scofidio + Renfro
The Brasserie
New York, NY
2000

Surveillance:
The Brasserie’s entry is under surveillance. There
is a tension between the surveilled and the displayed.
This tension is released when the subject enters
the “stage” and becomes the object of display.
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Display:
The display of the walk-in
creates a spectacle, where
the digital image becomes
physically manifested.
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RESIDUAL
Movement:
The circulation of the walk-in creates an image
narrative bound to the body. The surveilled image,
the phyiscal manifestation, the residual and lost
image all contribute to this narrtive.

Charles and Ray Eames
A Computer Perspective
New York, NY
1971–1975

Overload:
A Computer Perspective can
be understood as a multiscreen performance. The
structure is not linear
and requires a high level
of participation

STUDIES & REMIXES

THE IMAGE MACHINE
The expression of America is the mass, and the expression
of the masses, the machine. The machine is our greatest
aid... Not as a means of reproduction, but as a power for
creative production.*

*Frederick Kiesler, Contemporary Art Applied to the Store and its Display (New York: Brentano’s Inc., 1930), 67.

PROJECT

The Image Machine
Level 01
Theater
As digital technologies intersect with our movements, decisions and
responses with increasing ubiquity, the meanings of these transactions
coalesce as eventful and episodic transactions that structure our
communicative experience in the form of interactive narratives*

Level 01 / Amphitheater
The amphitheater is a semi-circular
curved screen whose display responds
to touch and movement whose interaction
between bodyand image are intensified.

*Neil C. M. Brown, Timothy S. Barker, and Dennis Del Favero, “Performing Digital Aesthetics: The Framework
for a Theory of the Formation of Interactive Narratives,” Leonardo 44, no. 3 (June 2011): 213.

VIDEO STILLS FROM “Amphitheater”

RENDERING OF “Amphitheater”

The Image Machine
Level 01–02
Ramp
Our culture of control and speed has favoured the architecture of the
eye, with its instantaneous imagery and distant impact, whereas haptic
architecture promotoes slowness and intimacy, appreciated and
comprehended gradually as images of the body and the skin.*

Level 01-02 / Ramp
The ramp uses the sloped
floor as the digital interface,
presencing a usually visually
passive architectural component.

*Juhani Pallasmaa, “Hapticity and Time: Notes on Fragile Architecture,” Architectural Review (May 2000): 78.

VIDEO STILLS FROM “Ramp”

RENDERING OF “Ramp”

The Image Machine
Level 02/03
Labyrinth
Being lost throws you back on yourself, and it might
make you anxious to have to choose a direction without
knowing where you’ll end up.*

Labyrinth
The Box is a hall
of screens in a glass
box. The interactions
between body, image,
eye, and mind create
an intensified
experience.

Labyrinth
The Labyrinth is divided onto two
floors, and the interface
creates an interaction between
the two, rendering physical
distance less meaningful
but intensifing bodily
interaction.

*Richard Serra and Hal Foster,
“Building contra Image,”
in The Art-Architecture Complex
(London: Verso, 2011), 236.

VIDEO STILLS FROM “Labyrinth”

RENDERING OF “Labyrinth”

The Image Machine
Level 01–05
Elevator
Kissing is not a collaboration between two that aims to make one
unified thing; it is the intimate friction between two mediums that
produces twoness—reciprocity without identity—which opens new e
pistemological and formal models for redefining architecture’s relation
to other mediums and hence itself.*

Elevator
The elevator is a glass prism with a
haptic image interface on all four
walls. Vertical movement does not
become means of transport, but an
obstacle limiting time interacting
with the images. It becomes an
environment that forces a tension
between the upward motion of the
platform and the lateral movement
of the image and occupant’s body.

*Sylvia Lavin, Kissing Architecture (Princeton, NJ: Princeton University Press, 2011),.

VIDEO STILLS FROM “Elevator”

RENDERING OF “Elevator”

The Image Machine
Level 04
Library
The new archive is intensive, you can’t see it, but you experience it.
What we are talking about is more an architecture of experience
than an architecture of direct perception.*

Level 04 / Library
The library is a display of the entire archive that
ranges from the whole collection on a 7.4 million
pixel screen (1 pixel per image) to one image composed
of 7.4 million pixels. These can be printed out as
physical books creating an infinite number of possible
image objects that engage the body.

*Scott Lash and Arjen Mulder, “Intensity Generators,” in Content,
edited by AMOMA and Rem Koolhaas (Cologne: Taschen, 2004), 300.

VIDEO STILLS FROM “Library”

RENDERING OF “Library”

The Image Machine
Level 05
Dome
No object, of nature or of art, exists without environment.
As a matter of fact, the object itself can expand to a degree
where it becomes its own environment...*

Level 05 / Dome
The dome is a large hemispherical dome
whose interface is smaller hemisphere.
The image becomes an object (via interface)
and environment (via dome) and creates a
tension between the engaging the body
physically inwardly and visually outwardly.

*Frederick Kiesler, “Second Manifesto of Correalism,” Art International 9, no. 2 (March 1965): 19.

VIDEO STILLS FROM “Dome”

RENDERING OF “Dome”
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Brown, Neil C. M., Timothy S. Barker, and Dennis Del Favero. “Performing Digital Aesthetics: The Framework
for a Theory of the Formation of Interactive Narratives.” Leonardo 44, no. 3 (June 2011): 212–219.
“As digital technologies intersect with our movements, decisions and responses with increasing ubiquity, the meanings of these transactions
coalesce as eventful and episodic transactions that structure our communicative experience in the form of interactive narratives… the
advent and exponential growth of a participatory, convergent and networked culture over the last few years is creating new types of
narrative that blur the line between reception and performance, establishing new kinds of intelligent information use.”

Brown, Barker and Del Favero attempt to theorize interactions with the digital technology as
“interactive narrative” or the way meaning is ascribed to the processual series of events that arise
from the active engagement of a human being with technological systems.

Figure 12

Bruno, Giuliana. “Modernist Ruins, Filmic Archaeologies: Jane and Louise Wilson’s A Free and Anonymous
Monument.” In Public Intimacy: Architecture and the Visual Arts, 43–82. Cambridge, MA: MIT Press, 2007.
“As the viewer of the installation moves through the space, the spectacle of the images is reflected in the shadow of their reception.
Silhouettes of people walking and watching animate the space. And as the gallery-goer activates the work, a narrative develops
cinematically, whose plot ensues from the very act of being in the space.”

Bruno documents how Jane and Louise Wilson’s multi-screen moving-image installation A Free
and Anonymous Monument creats an environment that employs video, memory, site, and space—
collapsed, to form an installation that requires movement and perception to activate and create
“the spectacle of the images.”

Figure 13

Buck-Morss, Susan. “Aesthetics and Anaesthetics: Walter Benjamin’s Artwork Essay Reconsidered.” October 62
(Autumn 1992): 3–41.
“The problem is that under conditions of modern shock—the daily shocks of the modern world—responde to stimuli without thinking has
become necessary for survival.”

Susan Buck-Morss examines the final line of Benjamin’s “The Work of Art in the Age of Its
Technological Reproducibility,” arguing that the concept of “aesthetics” has evolved in modernity
to be “anaesthetics.” Opium abuse, phantasmagoria, and other social hallucinations all
expressed the modern condition of “sensory addiction.” Buck-Morss claims human senses are
now mediated outside of the human body continuing Benjamin’s threat of facism.

Figure 14

Cohen, Meredith. The Sainte-Chapelle and the Construction of Sacral Monarchy: Royal Architecture in Thirteenth-Century Paris.
New York: Cambridge University Press, 2015.
“The Sainte-Chapelle’s sophicated employement of meaningful local and international forms crated a new, at once more subtle and more
powerful royal image... These observations on the meaning and greater significance of the Sainte-Chapelle issue from an approach that
situates this monument within its architectural, royal, and urban contexts. The chapel did not exist in isolation in the Palais de la Cite;
rather, it was integrated into a network fo discourses that both conditioned and contributed to its design and meaning.”

Meredith Cohen situates the Sainte-Chapelle beyond its local imagery and iconography within a
royal and urban program of Louix IX. Its celebrated stained glass images played a role that
produced localized spirtual experiences that reinforced notions of the French sacral monarchy,
demonstrating the power of images and their co-productive role with architecture and form.

Figure 15

Colomina, Beatriz. “Enclosed by Images: The Eameses’ Multimedia Architecture.” Grey Room, no. 2 (Winter
2001): 5–29.
“The circus, as an event that offers a multiplicity of simultaneous experiences that cannot be taken in entirely by the viewer, was the
Eameses’ model for their design of multimedia exhibitions and the fast-cutting technique of their films and slide shows, where the objective
was always to communicate the maximum amount of information in a way that was both pleasurable and effective.”

Colomina describes the Eameses’ multiscreen presentations exhibition techniques “in creating a
space that says: ‘this is what [the space of information] is all about.’” She claims their display of
simultaneous images was prophetic of current modes of image reception related to new forms of
distraction and attention.

Figure 16

Colomina, Beatriz. “The Media House.” Assemblage 27 (1995): 55–66.
“The way the house occupies the media is directly related to the way the media occupies the house. At one level, the architecture is
transformed by the media in which it is exhibited. On another level, the design of the house concerns the media itself.”

In the latter half of this paper, Colomina explores the ways in which “the media occupies the
house,” from the cinematic architectural promenade of Le Corbusier’s buildings to current
practices of Liz Diller, Ricardo Scofidio, and Michael Webb. She notes the “escalation in
reconfiguring the house around the computer” where the house still occupies the space of the
computer even after its construction.
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Corcoran, Marlena. “Digital Transformations of Time: The Aesthetics of the Internet.” Leonardo 29, no. 5
(1996): 375–378.
“No one looks at the picture itself… this way of experiencing art involves not just an object in space but an action in time. We spend our
time watching the process. What fascinates us is the action of downloading… Our aesthetic attention is shifting from the museum to the
visit; from objects in space to an activity in time.”

Corcoran writes on the importance of loading time with regards to the aesthetics of the Internet.
She views this fascination for the action of downloading with a shift away from an interaction with
particular works of art to an act, process, or ritual in time that leads to this interaction. The
experience itself separates from the perceived outcome (the art object) and becomes an
autonomous desired aesthetic.
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Crary, Jonathan. “Critical Reflections.” Artforum (February 1994): 58–59, 103.
“It is not a question of a decisive rupture but rather of an incremental accumulation of habits, patterns, and relations whose sedimentation
must eventually constitute an environment so unfamiliar as to effectively preclude significant interchange with those outside or remote from
the spaces and temporalities of these new milieus. Nor is it a question of some new, monolithic model of the human but of a proliferation
of many hybrid, often interconnected modes of subjectivity. What is crucial about the experiential nature of technological culture in the
West is its layered and patchwork texture.”

Crary decries the perceived generalization that “Western patterns of technological consumption
could ever be extended to a world of six, soon ten billion people…” However, developments in
technology have become a part of the user’s subjectivity and the imbalance of technological
exchange produces complex social ecologies that should not be oversimplified.
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Crary, Jonathan. “Techniques of the Observer.” October 45 (Summer 1988): 3–35.
“What is crucial about Goethe’s account of subjective vision is the inseparability of two models usually presented as distinct and
irreconcilable: a physiological subject who will be described in increasing detail by the empirical sciences in the nineteenth century, and an
observer posited by various ‘romanticisms’ and early modernisms as the active autonomous producer of his or her own content.”

In Crary’s seminal essay, he describes a “new kind of observer” and explores “new empirical
knowledge of vision and techniques of the visible.” In attempting to reconcile the physiological
and subjective, Crary traces the history of optics and explores how certain optical devices were
the product of physiological knowledge.

Figure 20

Crowther, Paul. “Ontology and Aesthetics of Digital Art.” The Journal of Aesthetics and Art Criticism 66, no. 2
(Spring 2008): 161–170.
“Because [digital images] can be realized in the nonlocal terms... it may seem that they can have no aura, because there is no perceptually
privileged ‘original’.... However, this surely involves aesthetic aura of a quite different kind... the work is disembodied in terms of parallels
with traditional art ‘objects,’ but at the same time the fact that it can be realized in times and places determined by the user means that it
has an intimacy and special status through being realizable very much in one’s own personal space. It is embodied as the user wills…”

Crowther claims that digital art contains structural aesthetic changes that present an opportunity
to take representation into new territories due to its distinctive ontologies. Crowther places an
emphasis on interactive and evolutionary programs, where the user takes on equal action and
significance as the creator, and on the new liberation of physical constraints of the digital.
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Diller, Elizabeth, and Anthony Vidler. “Architecture is a technology that has not yet discovered its agency.” Log 28
(Summer 2013): 21–26.
“...we have realized that architecture is a technology that has not yet discovered its agency. To be effective, architects have to step in from the
margins and assert themselves in the center with the policy makers and funders, etc. The periphery has lost its romance and superiority over
the grey, dirty mess within.”

In a conversation with Anthony Vidler, Elizabeth Diller (Diller Scofidio + Renfro) speaks on the
evolution of her firm, especially with regards to technology and interdisciplinary potential. Her
firm’s project, Moving Target, an “impossible space produced by the use of video and Mylar [that]
created a magical, synthetic effect in which actual and mediated presences were equivalent.”

Figure 22

Elderfield, John, ed. Imagining the Future of The Museum of Modern Art. New York: Museum of Modern Art, 1998.
“For me there is a paradox—and actually, I think it’s a very beautiful paradox at this moment—in that MoMA knows everything about the
twentieth century and nothing about the twenty-first century. I would say that that in itself produces a very rare and interesting moment,
that perhaps it would be liberating for everyone concerned and involved to accept the arbitrary division of the new millennium as a break
between knowing and unknowing, between product and process; where, in the twentieth century, MoMA could be the aura machine (which
guarantees its eternal life), it would [in the twenty-first century] sponsor the experimentation, the research, that would actually [bring about
a new view of art].”

In a 1997 panel, Rem Koolhaas postulates on the future of the MoMA and the possibilities of new
media to create an experience for “those who have other agendas or other needs or other interests
[than the authentic]” that is productive in a dual trajectory for the MoMA, that of the authentic, of
the “aura” and that of manipulation of this “aura” through new media.
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Flusser, Vilém. “The Image” and “The Technical Image.” In Towards a Philosophy of Photography, 8–20. London:
Reaktion Books, 2000.
“The function of technical images is to liberate their receivers by magic from the necessity of thinking conceptually, at the same time
replacing historical consciousness with a second-order magical consciousness and replacing the ability to think conceptually with a
second-order imagination.”

Flusser explores the history of the traditional image and the technical image as well as their
relationship to text. The technical image reintroduced images into daily life through their
reproductions and result in mass culture. Accordingly, technical images “absorb the whole of
history and form a collective memory going endless round in circles.”
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Flusser, Vilém. “Images in the New Media.” In Writings, edited by Andreas Ströhl, translated by Erik Eisel, 70–74.
Minneapolis: University of Minnesota Press, 2002.
“In our contemporary society, the new media are currently geared toward making images into models of behavior and people into objects.
However, they can be connected differently. The new media can turn images into carriers of meaning and transform people into designers
of meaning in a participatory process.”

Flusser compares the prehistoric cave painting and the oil painting in the artist’s studio to the
image on a television screen. To Flusser, the screen images contains “remnants of pre-historic
sacrality as well as of historical engagement,” but should not be confused with the latter images.
Flusser believes in the potential of images to become “disembodied surfaces” in which different
participants may “cooperate to project different meanings on this surface.”

Figure 25

Gelshorn, Julia. “From Flatness to Space and Back Again: Concepts of Representation in the Work of Gerhard
Richter and Sigmar Polke.” Canadian Art Review 31, no. 1–2 (2006): 28–41.
“In our perception of Richter’s painting, the folds alternate between mimetic and abstract forms, and take an intermediary position that
overcomes the traditional polarization. It seems as if Richter wanted to demonstrate how one single mode of representation could serve
different purposes.”

Julia Gelshorn examines the work of Gerhard Richter and Sigmar Polke. She aruges that both
artists employed techniques that allowed their art to oscillate between perspectival mimetics of
the Albertian Renaissance and the abstract forms of Greenbergian modernism.

Figure 26

Hansen, Mark B. N. New Philosophy for New Media. Cambridge, MA: The MIT Press, 2004.
“…rather than selecting preexistent images, the body now operates by filtering information directly and, through this process, creating images. Correlated
with the advent of digitization, then, the body undergoes a certain empowerment, since it deploys its own constitutive singularity (affection and memory) not
to filter a universe of preconstituted images, but actually to enframe something (digital information) that is originally formless. Moreover, this ‘originary’ act
of enframing information must be seen as the source of all technical frames (even if these appear to be primary), to the extent that these are designed to
make information perceivable by the body, that is, to transform it into the form of the image.”

The digital age has, on a fundamental level, altered the ontological status of images; rather than being
anchored to a specific material support, images exist as manipulable digital data. Hansen polemically stakes
a claim in the human agency of new media consumption where “the ‘image’ has itself become a process and,
as such, has become irreducibly bound up with the activity of the body.” Hansen asserts that digital
information, which is not technically framed, places a more direct emphasis on the bodily process(es) of
“enframing” to generate the embodied experience.
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Hayles, N. Katherine. How We Became Posthuman: Virtual Bodies in Cybernetics, Literatures, and Informatics. Chicago: The
University of Chicago Press, 1999.
“…the posthuman view configures human being so that it can be seamlessly articulated with intelligent machines. In the posthuman, there
are no essential differences or absolute demarcations between bodily existence and computer simulation, cybernetic mechanism and
biological organism, robot teleology and human goals.”

Kate Hayles theory of the posthuman privileges information over material and views virtually no
differences between bodily existence and computer simulation. While her research on cybernetics
is important to Mark B. N. Hansen’s theory, her lack of emphasis on the body as a special
perceptual entity, places her in contrast to Hansen.

Figure 28

Joselit, David. “Notes on Surface: Toward a Genealogy of Flatness.” Art History 23, no. 1 (March 2000): 19–34.
“There is a great deal at stake in acknowledging that the flatness or depthlessness we experience in our globalized world is more than an
optical effect. I will argue that flatness may serve as a powerful metaphor for the price we pay in transforming ourselves into images—a
compulsory self-specularization which is the necessary condition of entering the public sphere in the world of late capitalism.”

Joselit attacks both modern and post-modern conceptions of flatness, arguing for a psychological
depth of both social alienation and of the unconscious not so easily divorced from the literal
medium specificity of Greenbergian theory. Through works ranging from Jackson Pollock, Jasper
Johns, David Hammons, and Kara Walker, Joselit aruges that within “the qualities of flatness and
depth... the psychological, the optical and the political are intricately interwoven.”

Figure 29

Joselit, David. After Art. Princeton, NJ: Princeton University Press, 2012.
“I am advocating that we think more democratically about image circulation—that we begin to consider what a redistribution of
image wealth might look like, and that we use the currency for art for purposes other than financial profit.”

David Joselit describes the transformation of art and architecture in the digital age allowing for
image circulation of unprecedented rates. However, these types of circulation usually conform to
capitalist modes of economies. Yet Joselit argues that “image wealth” does not necessary need to
adhere to financial concerns, but could potentially represent other manners of power that could
be harnessed for new types of empowering possibilities.

Figure 30

Kiesler, Frederick. Contemporary Art Applied to the Store and its Display. New York: Brentano’s Inc., 1930.
“We want to be informed about things quickly. Our age is forgetting how to hear and how to listen. We live mainly by eye. The eye observes,
calculates, advises. It is quicker than the ear, more precise and impartial.”

In his Contemporary Art Applied to the Store and its Display, Frederick Kiesler argues the storefront
is the setting for avant-garde architecture in a capitalist economy. Although his arguement for the
storefront is heavily reliant on visual accessibility, he blurs the boundary of the street, storefront,
and store all into each other and argues for a spatial relationship as well. His propsitions for light
and its effects are precursors for Sylvia Lavin’s “Kissing” and hint at bodily reactions to the
possibility of “the Art of Light.”

Figure 31

Kiesler, Frederick. “Second Manifesto of Correalism.” Art International 9, no. 2 (March 1965): 16–19.
“No object, of nature or of art, exists without environment. As a matter of fact, the object itself can expand to a degree where it becomes
its own environment... Thus we have to shift our focus from the object to the environment and the only way we can bind them together is
through an objective, a clarification of life’s purpose...”

In his “Second Manifesto of Correalism,” Frederick Kiesler expands on his notion of “correalism”
with an emphasis on “art objects” and the “expanding environment.” These become “co-real”
pieces that are bound together through a non-objective objective and can no longer be considered
autonomous entities.

Figure 32

Krauss, Rosalind E. “Reinventing the Medium.” Critical Inquiry 25 (Winter 1999): 289–305.
“This essay is about looking back: looking back at the path that led the triumphant postwar convergence of art and photography that began
in the 1960s, but looking at it from this moment at the end of the twentieth century when such a ‘triumph’ must be bracketed by the
circumstance that now photography can only be viewed through the undeniable fact of its own obsolescence.”

The opening sentence of the precursor essay to Krauss’s study of art, A Voyage on the North Sea:
Art in the Age of the Post-Medium Condition, Krauss takes photography as a case study of “the
post-medium condition.” Though Krauss argues for a shift from material support that might
conform to digital images, her modernist and art historical modes of interpretation cannot
present a theory for contemporary new media art.
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Lash, Scott, and Arjen Mulder. “Intensity Generators.” In Content, edited by AMOMA and Rem Koolhaas,
300–301. Cologne: Taschen, 2004.
“The old archive was territorial; it was a national archive, a Stadt archive or a Staat archive. It worked off of extensivities, of bits of paper,
of deeds of property, of volumes. And it had to do with the symbolic structures of a nation. The new archive is intensive, you can’t see it,
but you experience it. What we are talking about is more an architecture of experience than an architecture of direct perception. This is
what I would describe as intensive architecture...”

Media theorists Scott Lash and Arjen Mulder discuss “intensity generators” such as the interface
of the virtual over the actual, an experienced archive over the volumetric archive, or “some sort of
technological or prosthetic device, some kind of vision-machine or some kind of intensity machine
that’s yielding these intensities in its own self modification.”
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Latour, Bruno. “What is Iconoclash? Or is There a World Beyond the Image Wars?” In Iconoclash: Beyond the Image
Wars in Science, Religion, and Art, edited by Bruno Latour and Peter Weibel, 2–38. Cambridge, MA: The
MIT Press, 2002.
“Iconoclasm is when we know what is happening in the act of breaking and what the motivations for what appears as a clear project of
destruction are; iconoclash, on the other hand, is when one does not know, one hesitates, one is troubled by an action for which there is no
way to know, without future enquiry, whether it is destructive or constructive.”

Latour’s introductory essay to Iconoclash, both an anthology of essays as well as an exhibition,
examines the contradictions present in image making, consumption, and breaking with regards to
religion, science, and art. He provocatively asks, “What has happened that has made images the
focus of so much passion?” and explores relationships of the creators and receivers of images.

Figure 35

Lavin, Sylvia. “The Report of My Death.” Log 25 (Summer 2012): 157–161.
“It is a strange turn of events whereby the critique of architecture being reduced to mere representation, to nothing by exhibition value,
and therefore supposedly eviscerated of its social value or capacity to provided embodied experience, leads to the fetishization of the real—
indeed to the spectacularization of the ‘real.’”

Lavin explores the cycle of death and rebirth in the field of architecture. She examines the
contemporary fascination for the ‘real’ as a reaction to “the critique of architecture being reduced
to mere representation.” This critique in itself presents contradictions placing “representation”
as a negative, where its productive possibility has been illustrated throughout history.

Figure 36

Lavin, Sylvia. Kissing Architecture. Princeton, NJ: Princeton University Press, 2011.
“Kissing is not a collaboration between two that aims to make one unified thing; it is the intimate friction between two mediums that
produces twoness—reciprocity without identity—which opens new epistemological and formal models for redefining architecture’s relation
to other mediums and hence itself.”

In Kissing Architecture, Sylvia Lavin writes on a literal transdisciplinary phenomenon—“kissing.”
This occurs when two mediums press together, usually on the surface of architecture and projected
image, but at other times between variables, even architecture itself. This idea lends itself to all
the possibilities of image and architecture as confunding mediums that can create productive
environments, even if they are as transient as a kiss.

Figure 37

Linder, Mark. “Images and Other Stuff.” Journal of Architectural Education 66, no. 1 (November 2012): 3–8.
“Fully embracing the potential of images would require architects to suspend the operative logic of imitation or reference in a visual or
linguistic sense, and, in turn, to suspend disabling and now intellectually unsustainable dichotomies: real and virtual, form and concept,
medium and material, presence and absence, or, most radically, architecture and other stuff.”

“Now is the time for images,” Mark Linder declares in the opening paragraph of his essay
“Images and Other Stuff.” The quotation above prods at architects to reconsider common notions
of architecture in order to embrace the potential of images. This essay takes stock of image theory
as it could possibly be related to contemporary architectural thought and provides valuable
sources for further study.
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Lister, Martin, “Introductory Essay.” In The Photographic Image in Digital Culture, 1–26, edited by Martin Lister.
Abingdon, UK: Routledge, 2013.
“The replacement of the term ‘viewer’ with that of multimedia ‘user’ is intended to signify the way attention is differently engaged… Is,
however, this contrast with our use of older media as absolute as it is typically claimed to be?... The issue then rapidly becomes one of the
necessary limits of interactivity, and how and by whom they are set. It is not one of ‘interactivity’ as some kind of abstract, utopian potential. If
we include this element of structuring and encoding in our understanding of interactive multimedia production then over-simple contrasts
with the presumed passivity of the ‘old’ media’s viewers must again be questioned.”

Lister explores the history of the photographic image and the effects of digitalization. However,
he dismisses notions of interactivity as a fundamental change. Instead, he views the digital built in
negotiation with fundamental principles associated with photographic culture and images.
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Mitchell, W. J. T. “Image.” In Critical Terms for Media Studies, edited by Mitchell, W. J. T., and Mark B. N. Hansen,
35–48. Chicago: University of Chicago Press, 2010.
“…the image, I would suggest, has always been bound up with the body, but the interconnection is now made evident by the onset of digital
imaging, in the sense of binary computation. Just as photography revealed unseen and overlooked visual realities, an ‘optical unconscious’ in
Walter Benjamin’s phrase, and just as cinema produced both a new analysis and a historical transformation of human visual experience,
digital imaging may be uncovering yet another layer o the perceptible cognitive world that we will recognize as having always been there.”

Mitchell affirms Hansen’s argument for an embodied experience of the image, but undermines its
novelty. However, this provides support for the notion that Hansen’s theory could be applied to or
found in pre-digital images and architecture.
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Pallasmaa, Juhani. “Hapticity and Time: Notes on Fragile Architecture.” The Architectural Review (May 2000): 78–84.
“Our culture of control and speed has favoured the architecture of the eye, with its instantaneous imagery and distant impact, whereas
haptic architecture promotoes slowness and intimacy, appreciated and comprehended gradually as images of the body and the skin. The
architecture of the eye detaches and controls, whereas haptic architecture engages and unites. Tactile sensibility replaces distancing visual
imagery by enhanced materiality, nearness and intimacy.”

Juhani Pallasmaa takes up the project of phenomenology arguing for a “haptic” and “fragile”
architecture through notions of time, materiality, experience and weakness. Pallasmaa is reacting
against the occular-centric architecture, “an art form of instant visual image,” warning against the
possibility of “serious sensory impoverishment.” He promotes an architecture that is open-ended,
a weak Gestalt, and contains margins for aesthetic error.
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Phillips, Stephen. “Towards a Research Practice: Frederick Kiesler’s Design-Correlation Laboratory.” Grey
Room 28 (Winter 2010): 90–120.
“Designed to investigate the processes of choice, feeling, and action associated with aesthetic pereptions, the Vision Machine potentially
demonstrated the intimate processes of spatial imagination by simulating human memory, perception, and bodily affect.”

Stephen Phillips investigates Kiesler’s Laboratory of Design-Correlation at Columbia. Kiesler’s
Vision Machine was never built and received miserably by the likes of Buckminster Fuller and
Eugene Raskin of Pencil Points. However, the Vision Machine represents Kiesler’s daring and
avant-garde research with regards to perception, imagination, psychosis, and memory within
“a continuous field of environmental and technological forces.”
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Powers, Richard. “The Artist’s Bedlam.” In Iconoclash: Beyond the Image Wars in Science, Religion, and Art, edited by
Bruno Latour and Peter Weibel, 476–478. Cambridge, MA: MIT Press, 2002.
“Even a quick search revealed that, between different compression algorithms, formats, resolutions, scanner settings, hue, saturation,
brightness, or even aspect ratios, no other digital copy was quite what ours was.”

Richard Powers argues for an aura of the reproduced, that even digital files maintain some sort
uniqueness. After a hacker manipulated the original file of an online archive, the archivers refused
to replace the image and instead engaged in an image war of digital manipulation.
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Riley, Terence. The Un-Private House. New York: MoMA, 1999.
“What Heidegger called distancelessness has been instrumental in the profound transformation of, among other things, the relationship
between the private house and the media in the second half of the twentieth century… These architectural manifestations of electronic
events do, indeed, represent the distancelessness that Heidegger believed was a threat to the dwelling. But this distancelessness has become
a commonplace, and Heidegger’s unease has been replaced by an equally common awareness of the distinction between the real and
the virtual.”

Riley explores private houses that have employed new media such as Takahide Nozawa’s TV
Garden, Herzog & de Meuron’s Kramlich Residence and Media Collection, Diller + Scofidio’s Slow
House, and the Hariris’s Digital House project. He examines the interrelationship between the
house and the media and how this creates “the un-private house.”
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Rockwell, David, with Bruce Mau. Spectacle. London: Phaidon Press, 2006.
“This book explores those spectacles that are man-made phenomena and that people share through live experience. Evolving technologies—
the Internet, mobile phones, instant messaging—are radically transforming how we connect. They make the world a smaller place...
however, the experience of the virtual community pales in the face of the physical experience of spectacle. Spectacles are larger than life.
They imprint memories. They induce a heightened state that can only be experienced in the flesh.”

David Rockwell’s visual manifesto on the concept of ‘spectacle’ argues for a physical experience
over the virtual world that most people live in via their smart phones. Thus, to Rockwell, an image
(such as the ones that inhabit his book) can not sustain or even approach the heights of the
experience of the live spectacle.
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Serra, Richard, and Hal Foster. “Building contra Image.” In The Art-Architecture Complex, written by Hal Foster,
215–244. London: Verso, 2011.
“The path is driving the void. When you exit Open Ended, for example, you end up not knowing where you are in the room. You have to
recalibrate where you entered the piece. In plan it’s quite simple, but it’s difficult (if not impossible) to reconstruct the configuration after
you’ve walked it... Being lost throws you back on yourself, and it might make you anxious to have to choose a direction without knowing
where you’ll end up.”

Serra opens up about the parallaxical affect of his new sculptures that more overtly deal with time,
a “different temporality—it’s subliminal,” with psychology, and with experience.
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Tschumi, Bernard. “Immaterial Representation.” In Architecture Concepts: Red is Not a Color, 368–377. New York:
Rizzoli International Publications, Inc., 2012.
“You want to engage the viewer’s body as it travels from one video clip to the next. You want to add tension to this procession through
space. You are aware that at night the viewer will see the images on the video screens multiplied by their reflections, which will confer
uncertainty and ambiguity on the space and scene, not unlike in a house of mirrors. But you want to challenge the viewer a little more.
So you lift up one side of the building, tipping it slightly. You know that the daytime perceptions will be interesting, but predictable: since
you are walking on an asymmetrical slope, you will struggle a bit to keep your balance. However, something quite unexpected will happen
at night, when the reflections of the video images on the glass panes will make the visitor incapable of differentiating the real from the
virtual, the wall from the electronic image.”

Bernard Tschumi’s Glass Video Gallery addresses the embodied experience through the virtual
via the slope of the ground plane, the materiality of the glass, and the glowing images.
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Wolfe, Ross. “Architecture and its Image: Or, must one visit architecture to write about it?” Pidgin 17 (March
2014): 1–8.
“Sylvia Lavin, a frequent contributor to Log, traded questions and comments with Cynthia Davidson, its editor-in-cheif. Davidson insisted
that critics must physically travel to a building’s location for their opinions to be considered valid. Her emphasis, therefore, was on the
primacy of the built object over its representation through images. Lavin argued this was a false dichotomy. Why separate them at all?
Might not the building and its image prove complementary?”

Springboarding from this argument between architecture and its image, Ross Wolfe engages the
theories of Benjamin, Frampton, Hal Foster, Hartoonian, and back to Lavin. The “problem” of
architecture’s fixation on its own representation is a reflection of the discipline’s hyper-awareness.
However, the dialogue between image and building can be productive rather than problematic.
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Zion, Adi Shamir. “New Modern: Architecture in the Age of Digital Technology.” Assemblage 35 (1998): 62–79.
“For a while historically architecture has embraced and furthered “scientific” invention, the prophecies of post-industrial industry seems to
exclude the architect’s offering. Eiffel’s refinement of engineered steel had an implicit connection to building technique in the most
fundamental sense, but information technology, while in most of our minds inseparable from how we live, as articulated by Ted Turner or
Bill Gates seems not to require architectural response or participation.”

Zion explores how the Barcelona Pavilion was prophetic in its anticipation of “a quality of space
that was atectonic and antispatial, properties that we now ascribe to cyberspace” and, in contrast,
how the Gates House (of Microsoft’s Bill Gates) ironically employs a nostalgic architecture that is
at odds with the technology it houses.

Image Credits for “Sources”
Fig. 1: Parallel of Life and Art exhibition (The Independent Group, London, 1953)
Fig. 2: Perspective drawing of Sheffield University competition entry (Alison and Peter Smithson, Sheffield, 1953)
Fig. 3: Shooting the Apple (Photograph) [Harold Edgerton, 1964]
Fig. 4: Photograph of a Newhaven Fishwife (David Octavius Hill, Scotland, 1843–1846)
Fig. 5: Still from A Woman of Paris (Charlie Chaplin, 1923)
Fig. 6: Figure from Matter and Memory (Henri Bergson, 1896)
Fig. 7: Conceptual diagram for A Room with Many Views mixed media installation (Daniela Bertol and David Foell, 1991)
Fig. 8: Photograph of Art of This Century Gallery (Frederick Kiesler and Peggy Guggenheim, New York, 1942)
Fig. 9: Photograph of Clara-Clara (Richard Serra, Paris, 1983)
Fig. 10: Alpha Phi (Morris Louis, 1961)
Fig. 11: T_Visionarium stereoscopic interactive and immersive installation (Neil Brown, Dennis Del Favero, Matt McGinty, Jeffrey Shaw, and Peter Weibel, 2008–2010)
Fig. 12: A Free and Anonymous Monument multi-screen film installation at the BALTIC Centre for Contemporary Art (Jane and Louise Wilson, Gateshead, UK, 2003)
Fig. 13: Etching of Magic-Lantern projections in Phantasmagoria (Paul Philipdor & Ettiene-Gaspard Robertson, 1802)
Fig. 14: Photograph of Sainte-Chapelle (Louis IX, Paris, 1239–1248)
Fig. 15: Showing of Glimpses of the USA in the interior of the Moscow World’s Fair auditorium (Charles and Ray Eames, Moscow, 1959)
Fig. 16: Photograph of the Pinwheel House (Peter Blake, Water Mill, NY, 1955)
Fig. 17: “Master Bedroom” (blast5drama, 1996)
Fig. 18: HOLE-IN-SPACE “Public Communication Sculpture” (Kit Galloway and Sherrie Rabinowitz, New York / Los Angeles, 1980)
Fig. 19: Engraving of Lenticular Stereoscope (David Brewster, 1849)
Fig. 20: Tierra Computer Simulation (Thomas Ray, 1998)
Fig. 21: Photograph of Moving Target (Diller + Scofidio, Charleroi, 1996)
Fig. 22: Spread from MoMA Charette (OMA, New York, 1997)
Fig. 23: Front page of New-York Tribune on October 2, 1910 (New-York Tribune, 1910)
Fig. 24: Las Meninas (Diego Velázquez, 1656)
Fig. 25: Photograph of Gerhard Richter in his studio (Peter Dibke, 1966)
Fig. 26: conFIGURING the CAVE computer based interactive video installation (Agnes Hegedues, Bernd Linterman, Jeffrey Shaw, and Leslie Stuck, 1997)
Fig. 27: Still from Source Code (Duncan Jones, 2011)
Fig. 28: Study for Skin I (Jasper Johns, 1962)
Fig. 29: Photograph of Mirror of Judgement (Michelangelo Pistoletto, 1969)
Fig. 30: Photograph of Window Display for Saks Fifth Avenue (Frederick Kiesler, New York, 1927)
Fig. 31: Biotechnical Motion Study (Frederick Kiesler, 1939)
Fig. 32: Background (Photograph) [James Coleman, 1992]
Fig. 33: Photograph of Son-O-House (NOX, Son-en-Breugel, 2000–2004)
Fig. 34: Video still of fireman breaking the Shroud of Turin to save it (Turin, 1997)
Fig. 35: Photograph from California Design, 1930–1965: ‘Living In a Modern Way’ Exhibition (LACMA, Los Angeles, 2011–2012)
Fig. 36: Photograph of Pour Your Body Out (7354 Cubic Meters) [Pipilotti Rist, MoMA, New York, 2008–2009]
Fig. 37: Photographs of Chapelle Notre-Dame-du-Haut de Ronchamp from Reyner Banham’s “The New Brutalism” in Architectural Review 118 (Le Corbusier, Ronchamp, 1955)
Fig. 38: Photograph of an American family watching television in the 1950s (Evert F. Baumgardner, ca. 1958)
Fig. 39: The Medium mixed media installation at Murphy Hall, University of Minnesota School of Journalism and Mass Communication (Janet Sweig, 2002)
Fig. 40: Still from Un Chien Andalou (Luis Buñuel and Salvador Dalí, 1929)
Fig. 41: Conceptual Drawing of Vision Machine (Frederick Kiesler, 1937)
Fig. 42: Digital Maniuplations of Bedroom at Arles (Vincent van Gogh, 1888)
Fig. 43: Sketch of the interior of 158 Kramlich Residence and Media Collection (Herzog & de Meuron, Napa Valley, CA, 2007–)
Fig. 44: The Barnum & Bailey Greatest Show on Earth: The Great Coney Island Water Carnival (P. T. Barnum and James Anthony Bailey, 1898)
Fig. 45: Photograph of Open Ended (Richard Serra, Gagosian Gallery, London, 2007-2008)
Fig. 46: Photograph of Glass Video Gallery (Bernard Tschumi, Gronigen, 1990)
Fig. 47: Fantasia and Fugue in A minor, BWV 904 (Johann Sebastian Bach, c1725)
Fig. 48: Photograph of the Barcelona Pavilion (Ludwig Mies van der Rohe, Barcelona, 1929)
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